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Tsai Performance Center 
Founded in 1872, the School of Music combines the intimacy and intensity of 
conservatory training with a broadly based, traditional liberal arts education at the 
undergraduate level and intense coursework at the graduate level. The school offers 
degrees in performance, composition and theory, musicology, music education, 
collaborative piano, historical performance, as well as a certificate program in its Opera 
Institute, and artist and performance diplomas. 
Founded in 1839, Boston University is an internationally recognized private research 
university with more than 32,000 students participating in undergraduate, graduate, 
and professional programs. BU consists of 17 colleges and schools along with a number 
of multidisciplinary centers and institutes which are central to the school's research and 
teaching mission. The Boston University College of Fine Arts was created in 1954 to bring 
together the School of Music, the School of Theatre, and the School of Visual Arts. The 
University's vision was to create a community of artists in a conservatory-style school 
offering professional training in the arts to both undergraduate and graduate students, 
complemented by a liberal arts curriculum for undergraduate students. Since those early 
days, education at the College of Fine Arts has begun on the BU campus and extended 
into the city of Boston, a rich center of cultural, artistic and intellectual activity. 
-
Boston University College of Fine Arts 
School of Music 
Boston University Symphony Orchestra 
David Hoose, conductor October 25, 2011 
Tsai Performance Center The 16th concert in the 2011-12 season 
~-
Johann Strauss, Jr. 
(1825-1899) 
ichard Strauss 
(1864-1949) 
Ludwig van Beethoven 
(1770-1827) 
Kaiser-Walzer, op. 437 
Tod und Verkliirung, op. 24 
-Intermission-
Symphony No. 7 in A, op. 92 
Poco sostenuto-Vivace 
Allegretto 
Presto-Assai meno presto (trio) 
Allegro con brio 
David Hoose, conductor 
David Hoose is Professor of Music at the Boston University School of 
Music, where he has been Director of Orchestral Activities since 1987. 
Since 1984, Mr. Hoose has been Music Director of Cantata Singers & 
Ensemble, and since 1991, he has been Music Director of Collage New 
Music, which is celebrating its 40th year during the 2011-12 season. For 
eleven years, he was also Music Director of the Tallahassee Symphony 
Orchestra. · 
Mr. Hoose is a recipient of the Ditson Conductors Award for the 
Advancement of American Music, Choral Arts New England Alfred 
Nash Patterson Lifetime Achievement Award, the Walter W. Naumburg 
Chamber Music Award (with the Emmanuel Wind Quintet), the 
ASCAP/Chorus America Award for Adventurous Programming (with 
Cantata Singers), and the Dmitri Mitropoulos Award at the Berkshire 
(Tanglewood) Music Center .. His recording of John Harbison's Mottetti 
di Montale, with Collage New Music, was a Grammy Nominee for Best 
Recording with Small Ensemble. His recordings appear on the Albany, 
· New World, Koch, Nonesuch, Composers' Recordings (CRI), Delos, Arsis, 
GunMar, and Neuma labels. 
Mr. Hoose has appeared as guest conductor with the Chicago 
Philharmonic, Singapore Symphony, Korean Broadcasting Symphony, 
Saint Louis Symphony, Utah Symphony, Quad City Symphony Orchestra, 
Orchestra Regionale Toscana (Italy), Boston Symphony Chamber Players, 
Handel & Haydn Society, and numerous times with Emmanuel Music. 
He has also conducted the Manhattan School Chamber Sinfonia Eastman 
School of Music's Kilbourn Orchestra, Musica Nova and Philharmonia, 
the University of Southern California Symphony Orchestra, New England 
Conservatory's Symphony Orchestra, Wind Ensemble and Contemporary 
Ensemble, and the Shepherd School Symphony Orchestra. 
David Hoose studied composition at the Oberlin Conservatory with 
Walter Aschaffenburg and Richard Hoffmann, and at Brandeis University 
with Arthur Berger and Harold Shapero. He studied horn with Robert 
Fries (Philadelphia Orchestra), Barry Tuckwell, Joseph Singer (New Yo 
Philharmonic), and Richard· Mackey (Boston Symphony Orchestra), an 
conducting with Gustav Meier at the Berkshire (Tanglewood) Music 
Center. 
Program Notes 
Kaiser-Walzer, op. 437 
Johann Strauss, Jr. 
The waltz traces its origin back to the liindler, an Austrian peasant dance 
in slow 3/4 time. During the late 1700s, the tempo increased and the 
popularity of the dance now known as the waltz followed suit. The waltz 
was the first dance form that required couples to always face each other 
in close proximity, leading some to call the dance immoral. But during 
the first half of the 19th century, the dance spread throughout Europe, 
helped in large part by the waltz music of Josef Lanner and Johann 
uss, Sr. 
Johann Strauss, Jr. (also known as Johann Strauss IT, or "the younger") 
was supposed to become a banker, as his musician father wanted to spare 
his son from the insecurity inherent in the life of a musician. But Johann, 
Jr. secretly studied the violin, supported by his mother. In 1844, the 19 
year old Strauss, Jr. put on his first concert, much to his father's dismay. 
The concert was a smashing success; one reviewer wrote: "This young 
man is fully as melodious, as piquant, as effective in his instrumentation 
as his father ... yet he is no slavish imitator of the latter's methods of 
composition." Johann, Sr. had no choice but to share the title of "Waltz 
King" with his son. 
After his father's death in 1849, Johann, Jr. merged his orchestra with 
his father's. He began touring throughout Europe and Russia. In 1863, 
he was appointed Music Director of the balls held at the Royal Court of 
the Emperor Franz Josef. It was for a meeting between Franz Josef and 
the German Kaiser Wilhelm II that the 1889 waltz Hand in Hand was 
composed. Strauss' publisher suggested changing the title to Kaiser-
Walzer ("Emperor Waltzes"), a title that could refer to either ruler. One of 
Strauss' most popular waltzes, it includes military touches, such as the 
quiet march that forms the introduction, and the prominent use of snare 
drum rolls and trumpet fanfares. 
-Alan M. Rothenberg 
Program Note© 2011, info®noteperfectnotes.com 
Tod und Verkliirung (Death and Transfiguration), op. 24 
Richard Strauss 
Richard Strauss was born in Munich, Germany, on June 1t 1864, and died in 
Garmisch-Partenkirchen, Bavaria, on September 8, 1949. He began composing 
Tod und Verklarung (Death and Transfiguration) in the late summer of 
1888, completing the score on November 18, 1889. Strauss himself conducted the 
first performance, at the Eisenach Festival on June 2t 1890. Strauss's score calls 
for three flutes, two oboes and English horn, two clarinets and bass clarinet, two 
bassoons and contrabassoon, four horns, three trumpets, three trombones, bass 
tuba, timpani, tam tam, two harps, and strings. Duration is about 23 minutes. 
In 1889, after three years in the post of third conductor at the Munich 
Opera and a summer as rehearsal assistant in Bayreuth, Richard 
Strauss, just 25 years old, was about to begin a new position as assistap.t 
.conductor in the opera at Weimar, the city of Goethe and the place where 
Franz Liszt spent most of his last years. He was not yet well known as a 
composer, but that would change overnight on November lt when he 
conducted the first performance of his Don Juan, a work that catapult him 
to the forefront of young German composers. At the same time he was 
working on a libretto for his first opera, Guntram, and had vague plans for 
a new tone poem, as he announced in a letter to his friend Dora Wihan on 
April9: 
[I]t is difficult for me to leave Munich, away from my family and from 
friends such as Ritter ... With the help of Ritter, I have now acquired a 
stronger viewpoint of art and life ... Just think! I have joined the ranks of 
the Lisztians! In short, it is hard to imagine a more progressive viewpoint 
than the one which I now hold. I feel wonderful; a new clarity has 
overcome me ... 
Where am I going? ... To the city of the future, Weimar, to the post 
where Liszt worked so long! I have great hopes ... 
In addition, I have sketched out a new tone poem, to be entitled 
probably Death and Transfiguration. I plan to begin to write the score right 
after Easter. 
Indeed, he had prepared the sketch already the preceding summer, and 
he finished the full score just a week after the extraordinary premiere , 
of Don Juan. The Ritter mentioned in his letter was Alexander Ritter, a 
violinist and composer, an ardent Wagnerian who had married Wagner's 
niece Julie and who introduced the young Strauss to the modem German 
composers. Up until their meeting, Strauss's education had been-at the 
insistence of his father-strictly classical. Mozart was (and remained) his 
favorite composer. But, as Strauss himself later explained, Ritter "urged 
me on to the development of the poetic, the expressive in music, as 
exemplified in the works of Liszt, Wagner, and Berlioz." It was through 
Ritter's influence that Strauss conceived his entire series of tone-poems 
from Don Juan in 1888-89 through Death and Transfiguration (1889), Till 
Eulenspiegel's Merry Pranks (1895), Thus Spake Zarathustra (1896), Don 
Quixote (1897), A Hero's Life (1898), and the Symphonia domestica (1903), 
before turning his attention almost totally to opera. 
The transition from life to death seems an unlikely subject for a composer 
of barely 25 years, but, although the depiction of the dying man's physical 
condition and torments are astonishingly vivid and even, in some sense, 
istic, the real point of the work is that he was an artist who, in the 
poser's words, "had striven towards the highest idealistic aims" and 
w o ultimately, in death, is transformed. It is likely that Strauss was more 
than half thinking of hi:J;llself here; he always had a tendency to identify 
with his creations, particUlarly with the image of the artist constantly 
in search of higher planes of activity. And to his vivid conception of the 
dying man's physical weakness and mortal illness, Strauss composed 
music that might be called an opera for orchestra, expressing every aspect 
of the scene in a musical form that owes little to academic forms. 
Strauss was concerned that his audience would not understand the music 
if they did not have a detailed account of the images he intended to 
convey, and he made sure to print Ritter's sixteen-line poetic treatment 
of his scenario on the title-page of the score. Later on he published an 
enlarged poetic treatment by Ritter in the printed score. But his own 
prose scenario provides the best guide to his intentions, as he wrote in a 
letter of 1894: 
It was six years ago that it occurred to me to present in the form of a tone 
poem the dying hours of a man who had striven towards the highest 
idealist aims, maybe indeed those of an artist. The sick man lies in bed, 
asleep, with heavy irregular breathing; friendly dreams conjure a smile 
on the features of the deeply suffering man; he wakes up; he is once more 
racked with horrible agonies; his limbs shake with fever as the attack 
asses and the pains leave off, his thoughts wander through his past life; 
is childhood passes before him, the time of his youth with its strivings 
and passions and then, as the pains already begin to return, there appears 
to him the fruit of his life's path, the conception, the ideal which he has 
sought to realize, to present artistically, but which he has not been able 
to complete, since it is not for man to be able to accomplish such things. 
The hour of death approaches, the soul leaves the body in order to find 
gloriously achieved in everlasting space those things which could not be 
fulfilled here below. 
As the title suggests, the work is cast in two principal sections, with an 
extended slow introduction, depicting (Allegro molto agitato) the dying 
man's refusal to "go gentle into that good night" and (Moderato) the 
transformation into warm nobility of his lifelong ideals after his death. 
Though the dying figure on the bed lacks great strength, he is nonetheless 
of man of vivid personality, as Strauss's successive themes make clear. 
They are by turns warm and romantic or evocative and childlike. But the 
sufferer wills himself to withstand his illness, and does so after a violent 
attack of convulsions. He is not about to yield easily to death. Following 
a defiant struggle with his illness, he collapses again. At this point 
Strauss introduces the major theme of the work, one he identified with 
the artist's creativity and idealism. This is heard only briefly at first, but H 
returns several times in progressively more shimmering guises as a way 
of suggesting that the artist's vision is growing more precise and clear 
even as he approaches the fatal moment. The irregular heart beat signals 
the inevitable end. Strauss then set himself the nearly impossible task of 
depicting a soul gloriously transformed after the moment of death, with 
two themes in particular reworked in new guises, soaring ever higher. 
Nearly six decades later, as the composer himself lay dying at an 
advanced age, he announced to his daughter-in-law, "Death is just as I 
composed it in Tod und Verkli:irung!" 
Symphony No.7 in A, op. 92 
Ludwig van Beethoven 
Ludwig van Beethoven was baptized in Bonn, Germany, on December 17, 1770, 
and died in Vienna on March 26, 1827. He began the Symphony No. 7 in the fall 
of 1811, completed it in the spring of 1812, and led the first public performance 
in Vienna on December 8, 1813. The symphony is scored for two each of flutes, 
oboes, clarinets, bassoons, horns, and trumpets, plus timpani and strings. 
Duration is about 36 minutes. 
The first performance of the Seventh Symphony, which took place in 
Vienna on December 8, 1813, at a charity concert that also included the 
premiere of Wellington's Victory in the Battle ofVittoria, op. 91, was one of 
the most splendid successes of Beethoven's life. The concert was repeated 
four days later, at the same benefit prices, and raised a large sum of 
money for the aid of Austrian and Bavarian troops wounded in the Battle 
..... 
f 
I 
of Hanau. More important from the musical point of view, it marked the 
real arrival of popular recognition that Beethoven was the greatest living 
composer. 
To tell the truth, it was probably the potboiler Wellington 's Victory at the 
end of the program that spurred the most enthusiasm. Wellington, after 
all, was allied with the Austrians in opposing Napoleon, and a degree of 
patriotic fervor infected the proceedings. Moreover the piece was simply 
calculated to appeal to a broad general audience more certainly than the 
lengthy abstract symphony that had opened the concert. 
Beethoven, of course, knew that the symphony was the greater piece. 
He called it, in fact, "one of my most excellent works" when writing to 
ann Peter Salomon (for whom Haydn had written his symphonies 
~ , 101), asking him to use his good offices with a London publisher to 
sell a group of his works there. And because of the special popularity of 
Wellington 's Victory (a popularity which was even more likely in England 
than in Vienna), Beethoven adjusted his prices accordingly: a London 
publisher could have the "grand symphony" (the Seventh) for thirty 
ducats, but the Battle Symphony would cost eighty! Those fees do not in 
any way reflect Beethoven's view (or ours) of the relative merits of the 
two works; he was simply asking what he thought the market would 
bear. 
The new symphony contained difficulties that the violin section declared 
unperformable during rehearsals; Beethoven persuaded the players 
to take the music home and practice overnight, a concession almost 
unheard of! The rehearsal the next day went excellently. The composer 
Louis Spohr, who was playing in the violin section for that performance, 
has left in his memoirs a description of Beethoven's conducting during 
the rehearsal-a remarkable· enough feat since Beethoven's hearing was 
by now seriously impaired. 
Beethoven had accustomed himself to indicate expression by all manner 
of singular body movements. So often as a sforzando occurred, he tore 
his arms, which he had previously crossed on his breast, with great 
vehemence asunder. At piano he crouched down lower and lower as he 
desired the degree of softness. If a crescendo then entered he gradually 
rose again and at the entrance of the forte jumped into the air. Sometimes, 
too, he unconsciously shouted to strengthen the forte. 
Spohr realized that Beethoven could no longer hear the quiet passages in 
his own music. At one point during the rehearsal, Beethoven conducted 
through a pianissimo hold and got several measures ahead of the 
orchestra without knowing it. 
-
[He] jumped into the air at the point where according to his calculation 
the forte ought to begin. When this did not follow his movement he 
looked about in a startled way, stared at the orchestra to see it still 
playing pianissimo and found his bearings only when the long expected 
forte came and was visible to him. Fortunately this comical incident did 
not take place at the performance. 
The extraordinary energy of the Seventh Symphony has generated 
many interpretations from the critics, among the most famous of which 
is Wagner's description, "Apotheosis of the Dance." The air of festive 
jubilation was certainly linked by the first audiences with the victory O' 
Napoleon, but many later writers have spoken of "a bacchic orgy" or "th 
upsurge of a powerful dionysiac impulse." Even for a composer to whom 
rhythm is so important a factor in his work, the rhythmic vehemence of 
this symphony, in all four movements, is striking. 
At the same time, Beethoven was beginning to exploit far ranging 
harmonic schemes as the framework for his musical architecture. If 
the Sixth Symphony had been elaborated from the simplest and most 
immediate harmonic relations-subdominant and dominant-the 
Seventh draws on more distant keys, borrowed from the scale of the 
minor mode. The very opening, the most spacious slow introduction 
Beethoven ever wrote, moves from the home key of A major through C 
major and F major (both closely related to A minor), before returning to 
A for the beginning of the Vivace. That introduction, far more than being 
simply a neutral foyer serving as entry to the house, summarizes the 
architecture of the entire building: A, C, and F are the harmonic poles 
around which the symphony is built. 
Nowhere, not even in the opening movement of the Fifth, does Beethoven 
stick so single mindedly to one rhythmic pattern as in the Vivace of the 
Seventh. It skips along as rhythmic surface or background throughout. 
The slow movement was a sensation from the beginning; it had to be 1 · 
encored at the first two benefit concerts, and during the nineteenth 
century it was also frequently used, especially in Paris, as a substitute for 
the slow movement of the Second Symphony. The dark opening, stating 
the accompaniment to the entire march theme before the melody itself 
appears; the hypnotic repetition of a quarter note and two eighths; the 
alternation between major and minor, between strings and winds; the 
original fusion of march, rondo, and variation forms-all these contribute 
to the fascination of this movement. 
The Presto of the third movement is a headlong rush, broken only 
slightly by the somewhat slower contrasting Trio. Beethoven brings 
the Trio around twice and hints that it might come for yet a third time 
(necessitating still one more round of scherzo) before dispelling our 
qualms with a few sharp closing chords. 
The closing Allegro con brio brings the symphony to its last and highest 
pitch of jubilation. It is murder on the lips of the brass players, and its 
constant drive and the motivic repetition (as in the earlier movements, 
led the contemporary American composer John Adams to refer to it, 
o y half jokingly, as the first minimalist symphony. 
-Steven Ledbetter 
.. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
-
Wednesday, October 26, 8:00pm Liszt 200th birthday celebration 
BU piano students celebrate the Franz Liszt 
bicentennial with a selection of his greatest piano works. 
Tsai Performance Center 
Wednesday, October 26, 8:00pm Parallels 
A performance by the Arneis String Quartet, inspired by the Art Exhibition Faces 
of Revival: Postwar Russia in the Art of Felix Lembersky (1913-1970). With 
pre-concert talk by Dr. Ludmilla Leibman and film presentation. 
The Rubin-Frankel Galle 
Thursday, October 27, 8:00pm Boston University Chamber Orches a 
John Page and 
Konstantin Dobroykov, conductors 
Part Cantus in Memory of Benjamin Britten 
Bartok Divertimento for Strings 
Schubert/Mahler Quartet in D minor, "Death and the' Maiden" 
Concert Hall 
Friday, October 28, 8:00pm Art Song Meets Theatre: 
Jake Heggie on Jake Heggie 
This evening of staged songs concludes a residency by renowned composer Jake 
Heggie, who joins singers from the School of Music to perform selections from his 
vast song literature, including a new cycle marking the 
10th anniversary of the 9/11 tragedy. 
BU Theatre, Lane-Comley Studio 210 
Saturday, November 5, 8:00pm Sound Icon 
Sound Icon presents the US premiere of Wolfgang Rihm's hour-long Concerto 
Seraphin for 16 players. Salvatore Sciarrino's Introduzione all'Oscuro and the 
winning work of the Sound Icon/Boston University composition 
competition round out the program. 
BU Theatre, 264 Huntington Avenue 
Concert Hall,855 Commonwealth Avenue 
The Rubin-Frankel Gallery at The Florence 
and Chafetz Hillel House, 213 Bay State Road, 4th floor 
Tsai Performance Center, 685 Commonwealth Avenue 
Concert Hall 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Violin I 
Yu-Wen Chen, concertmaster 
Ninel Jabotinsky 
Jamie Chimchirian 
Yi-Ju Lu 
HyunJiKim 
Aleksandra Labinska 
NayoungKim 
Sarah Atwood 
So Young Kwon 
Chen-Ti Lin 
NanLu 
Emilie Campanelli 
Elizabeth Barksdale 
AshleyNg 
mil 
Christina Adams, principal 
Taichi Fukumura 
Tudor Domescu 
SodamKim 
Natalie Calma 
Brianna Fischler 
JohnBian 
Margaret Cerjan 
LingLi 
Kathryn Koch 
Ashlyn Olson 
Lee Anne Blackmore 
Ashley Ng 
Sean Larkin · 
George Millsap 
Viola . 
Young Sin Choi, principal 
Christopher McClain 
Evan Perry 
SeEunOh 
HyeMinChoi 
AndrewSalo 
Ying-Chen Tu 
Oliver Chang 
Grace Kennerly 
Silvija Kristopsons 
Anna Griffis 
Michelle Rahn 
Cello 
Gracie Keith, principal 
Ji WonSuh 
Robert Mayes 
Kendall Ramseur 
Korynne Bolt 
Youngsook Lee 
Younshil Park 
Eric Adamshick 
David Cruz 
Holly Garrett 
Kai-Yun Cheng 
Peter Levine 
HyunJiKwon 
Yumi Bae 
Bass 
Bebo Shiu, principal 
Benjamin Green 
Brandon Mason 
Yi-Jung Su 
Alexander Edelmann 
Edward Cardona 
Christian Gray 
Flute 
Theodore Anton -
Nikoma Baccus * " 
Stephanie Burke 
MeganLotz 
Piccolo 
Theodore Anton 
Oboe 
Nathan Swain* " 
Courtney Miller -
Kai-Chen Yang 
English Hom 
Rui Liu 
Clarinet 
Ismail Akmuradov * " 
Kaitlin Pucci 
Thomas Weston 
Xing-Xing Zhai-
Bass Clarinet 
Kaitlin Pucci 
Bassoon 
Kaitlin Fry 
Rachel Juszczak 
Tzu-I Lee-
Jensen Ling* " 
Contrabassoon 
Margaret Stephenson 
Hom 
Charlotte Harsha 
Melissa Lund 
Megan Marranca -
Parker Nelson*" 
Kristen Sienkiewicz 
Tatiana Stoia 
Trumpet 
Patrick Bergerson 
Adam Gautille -
Renee Hagelberg 
RyanNoe 
Andrew Stetson * " 
Trombone 
Robert Hoveland 
Matthew Visconti 
Martin Wittenberg*" 
Tuba 
Jerome Stover 
Harp 
Greta Asgeirsson * " 
Mason Morton 
Timpani 
Kyle Brightwell-
Daniel Vozzolo * " 
Percussion 
Miles Salemi " 
Catherine Varvaro* 
Ensemble Managers 
Nikoma Baccus 
Anna Griffis 
BeboShiu 
* denotes principal on 
J. Strauss, Jr. 
" denotes principal R. Strauss 
- denotes principal on 
Beethoven 
FRIENDS OF THE COLLEGE OF FINE ARTS 
We are grateful to our communitt; of alumni, faculty, families, and friends who believe in the importance of sup-
porting gifted students in music, theatre, and the visual arts through their generous contributions. Gifts to the 
College of Fine Arts drive important capital initiatives, scholarships, educational outreach, performances, and 
exhibitions, all of which directly benefit the talented young artists of Boston Universitt;. 
For more information about how you can join our growing list of supporters, please contact us at 617-353-5544 
or make a donation online at www.bu.edu/cfalalumnilgiving-back. We would love to welcome you into our 
donor community! · 
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Montgomery Symphony Association 
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Boston University Alumni Concert 
Band 
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Anthony). Barbuto 
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Richard and Susan Grausman 
Bose Foundation 
William Boss 
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Michael Goldenberg 
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Richard L. Hirsch 
Phyllis E. and Robert J. Hoffman 
LetitiaJ. Hom 
Joan F. Horton 
Lindsey V. Humes 
Benjamin Juarez and Marisa Canales 
Ellen B. Kazis-Walker 
Robert E. Krivi 
Eli Lilly and Company Foundation 
Joan Malick Revocable Grantor Trust 
Margaret M. Martin. 
Walt C. Meissner 
Jane M. Musky 
New England Baptist Hospital 
F. Taylor Pape 
The Presser Foundation 
Miriam C. Reddicliffe 
Pauline A. Rowe 
Sandra L. Rowsell 
Benjamin A. Rudnick 
Kenneth D. Rudnick 
Sherri A. Rudnick 
KyokoSato 
Marvin Y. Schafer 
Brigid M. Sheehan 
Amy A. Shemin 
A. T. Tellstrom 
Robert Thobum 
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Wen-Yang Wen 
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Peter A. Williamson 
Ellen and John Yates 
Linda N. Yee 
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The Help Productions LLC 
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JungMinKim 
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'Tit is list reflects donations made between July 1, 2010 and June 30, 2011. For a complete list of all CFA donors visit 1vww. 
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BOSTON UNIVERSITY SCHOOL OF MUSIC 
STRINGS 
Steven Ansell viola • 
Edwin Barker double bass• 
Cathy Basrak viola 
Lynn Chang violin 
Daniel Doiia viola, pedagogy 
Jules Eskin cello 
Carolyn Davis Fryer double 
bass 
Edward Gazouleas viola 
Marc Johnson cello 
Bayla Keyes violiu • 
Alexander Lecarrne cello 
Michelle LaCourse viola • 
Katie Lansdale violiu 
Benjamin Levy double bass 
Lucia Lin violin * 
Malcolm Lowe violin 
Dana Mazurkevich violin 
· Mazurkevich violiu "" 
Mizuno violin 
. Muratore guitar 
George Neikrug cello ++ 
James Orleans double bass 
Leslie Parnas cello 
Ann Hobson Pilot harp 
Barbara Poeschi-Edrich harp 
Michael Reynolds cello • 
Rhonda Rider cello 
Todd Seeber double bass 
Roman Totenberg violin ++ 
Michael Zaretsky viola 
Peter Zazofsky violin • 
Jessica Zhou harp 
,. 
WOODWINDS, BRASS, and 
PERCUSSION 
Ken Amis tuba 
Jennifer Bill saxophoue 
Peter Chapman tmmpet 
Geralyn Coticone flute 
Doriot Dwyer flute 
Terry Everson trumpet • 
John Ferrillo oboe 
Timothy Genis percussiou 
Ian Greitzer clarinet 
Ronald Haroutounian bassoon 
John Heiss flute 
Gregg Henegar bassoon 
Renee Krimsier flute 
Gabriel Langfur bass trombone 
Don Lucas trombone • 
Mark McEwen oboe 
Richard Menaullzom 
Suzanne Nelsen bassoon 
Craig Nordstrom, clarinet 
Toby Oft trombone 
Elizabeth Ostling flute 
Andrew Price Oboe 
Ken Radnofsky sarophoue 
Richard Ranti bassoon 
Thomas Rolfs trumpet 
Mike Roylance tuba 
Matthew Ruggiero 
bassoou 
Eric Ruske !tom "' 
Robert Sheena 
English hom 
Thomas Siders trumpet 
Ethan Sloane clarinet • 
Jason Snider hom 
Samuel Solomon 
percussiotl 
James Sommerville lwm 
Linda Toole flute • 
PIANO 
Anthony di Bonaventura "' 
Maria Clodes-Jaguaribe • 
Gila Goldstein 
Linda Jiorle-Nagy 
Michael Lewin 
Sergey Schepkin 
Boaz Sharon • 
COLLABORATIVE PIANO 
Shiela Kibbe • 
Robert Merfeld 
ORGAN 
Nancy Graner! 
Peter Sykes • 
VOICE 
Michelle Alexander • 
Michael Beattie 
Penelope Bitzas • 
Sharon Daniels • 
James Demler • 
Gary Durham 
Phyllis Hoffman • 
Matthew Larson 
6etsy Polatin.(theater) 
Bonnie Pomfret 
Jerrold Pope • 
Andrea South wick 
Maria Spacagna 
SCHOOL OF MUSIC PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Michael Culler, Head Recording Engineer 
Diane McLean, Stage Manager 
Shane McMahon, Recording Engineer 
Dawson II, Scheduling and Programs Coordinator 
essa, Librarian 
·IV rtin Snow, Keyboard Technician and Restoration 
COLLEGE OF FINE ARTS ADMINISTRATION 
Benjamin Juarez, Dean, College of Fine Arts 
Robert K. Dodson, Director, School of Music 
Jim Petosa, Director, Sclzoo/ ofTheatre 
Lynne Allen, Director, School of Visual Arts 
HISTORICAL 
PERFORMANCE 
AI do Abreu recorder 
Sarah Freiberg Ellison 
cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell/ute 
Martin Pearlman 
Baroque ensembles • 
Robinson Pyle 
11atural trumpet 
Marc Schachman 
Baroque oboe 
Aaron Sheehan HP voice 
Jane Starkman 
Baroque violit~, viola 
Peter Sykes lrarpsiclrord • 
MUSICOLOGY 
Marie Abe,. 
Victor Coelho • 
Steven Cornelius ,. 
Sean Gallagher 
Brita Heimarck ,. 
Lewis Lockwood 
Thomas Peattie * 
Joshua Rifkin • 
Andrew Shenton• 
Jacquelyn Sholes 
Patrick Wood Uribe• 
Jeremy Yudkin • 
COMPOSITION 
AND THEORY 
Brett Abigana 
Varian Aghababian 
Martin Amlin • 
Deborah Burto.n • 
Justin Casinghino 
Richard Cornell • 
Joshua Fineberg • 
Samuel Headrick • 
DavidKopp• 
Mary Montgomery Koppel 
Rodney Lister • 
Ketty Nez• 
Andrew Smith 
John Wallace • 
Steven Weigt • 
Jason Yust• 
SCHOOL OF MUSIC 
MUSIC EDUCATION 
Richard Sunbury • 
Susan Conkling • 
Diana Dansereau "' 
Andre de Quadros • 
Jay Dorfman • 
Andrew Goodrich • 
Lee Higgins • 
Ron Kos"' 
Warren Levenson 
Roger Man tie • 
Brian Michaud 
Richard Nangle 
Sandra Nicolucci • 
CONDUCTING 
David Hoose • 
Ann Howard Jones • 
Scott Allen Jarrett 
David Martins 
Jameson Marvin, clwrnllit. 
John Page, guest 
OPERA INSTITUTE 
Phyllis Curtin++ 
Sharon Daniels • 
Melinda Sullivan-Friedman 
Frank Kelley 
William Lumpkin • 
Jim Petosa 
Betsy Polatin 
Jeffrey Stevens • 
Nathan Troup 
Allison Voth • 
STAFF PIANISTS 
Michelle Beaton 
Eve Budnick 
Matthew ~rson 
Phillip Oliver 
Lorena Tecu 
Noriko Yasuda 
Molly Wood 
Department Chairs 
represented in bold 
• full-time faculty 
++Emeritus 
Richard Cornell, Associate Director 
SCHOOL OF MUSIC EXECUTIVE COMMITTEE 
Susan Conkling, Music Education 
Richard Cornell, Music Studies 
Robert K. Dodson, Director 
Phyllis Hoffman, Applied Studies and Perfor mance 
Ann Howard Jones, Ensembles 
David Kopp, Director, Graduate Studies 
Michelle LaCourse, Chair, Applied Studies 
Shaun Ramsay, Assista1lt Director for Admissions and 
Studeut Affairs 
John Wallace, Director Undergraduate Studies 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Wednesday, October 26, 8:00pm . Liszt 200th birthday celebration 
BU piano students celebrate the Franz Liszt 
bicentennial with a selection of his greatest piano works. 
Tsai Performance Center 
Wednesday, October 26, 8:00pm Parallels 
A performance by the Ameis String Quartet, inspired by the Art Exhibition Faces 
of Revival: Postwar Russia in the Art of Felix Lembersky (1913-1970). W~th 
· pre-concert talk by Dr. Ludmilla Leibman and film presentaf 
The Rubin-Frankel Galiety 
Thursday, October 27, 8:00pm Boston University Chamber Orchestra 
John Page and 
Konstantin Dobroykov, conductors 
Part Cantus in Memory of Benjamin Britten 
Bartok Divertimento for Strings 
. Schubert/Mahler Quartet in D minor, "Death and the Maiden" 
Concert Hall 
BU Theatre, 264 Huntington Avenue 
Concert Hall, 855 Commonwealth Avenue 
The Rubin-Frankel Gallery at The Florence 
and Chafetz Hillel House, 213 Bay State Road, 4th floor 
Tsai Performance Center, 685 Commonwealth Avenue 
College of Fine Arts www.bu.edu/cfa 
